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did for her female friends in the 1960s which so
beautifully archive the ambivalence of their femininity, These mural-size prints were documents
for the purpose of recording, Yet all of this work
references Ford's own complicity in recording,
framing and selecting and then retrieving. Ford
saw the treaty situation as 'representative of her
culture .. , Bob Hawke \\'as negotiating (with AborIginal people) in
an Aboriginal corucxt.' An
imaac from this series, L.aiI11l1!111!1
\\'011101
hold dist1ISSllllIS'\'lIlt Ha::c/ Hmd1,: and .\Ia,."c Hand, reveals
ihc position of photographer as symbolic and docs
11"l invoke the convcnuons of ph"lo~raphy as
c.ip.tblc or convcviru; all :15 evidence vvh.u Il docs
"ll1\'e:' IS the hrnus [rom wlu. h ilus d.xumcn:
,',III h,' produced, The \\"'IlIl'Il'S CIrcle here IS ph".
111~L1phcd [rom an 'other pl.uc: Ihe '.\',1111,'11
III ;I
cl,'s,'d Circle, bare backs 10 Ihe oursrdc \\'Ilh :dl
.uunuon focused 11110the Clrck', celllre. P,lck,'d
wn h women.
Ib:L'i 11.,\\,1<" .md \I.Ir'T I l.uu! .irc
ilrt.·:-~:llt y..:t b.irclv vr-rhlc . ill\"llkl'd ~'ni~' t1Ht)L1~h
.h; !:tit.'
rhc IlUI,l['I!\' of rhc \\'01'1<5In rlus cxluhruon
Ioci.s ,111 ihc num.u urc phlllll~raphic
P(lIU:IIIS
't.,.'CI1In works such ~lS "limc ~l..
TIL::;. '\ly Idi.l·~
. .\tI(
1<)r,·!: SIl,' 1<), ~ and Ihe ~1~:lIllICShd,hll" 1,,"11'1111.<
"r
1<)9-\-). In one (If the "Tunc ~encs' ponr.m s. rl/Ji;dll. 1965: A/Ji,~ail. 1074: :\/Jl,~((i/.l0S0.
the close
cropped face in black and white sustains the
~hyslcal frame of the image/form while rcgistcrmg
:I different version of this face, Yet it is not in the
,tudy of physiognomy as information on the
n.uurc of Abigail that the story emcrges: it IS in the
~aps between the images, where history and bioeraphy collide, that narratives emerge, There is fan:<ls),at work here. It is in the manipulation of the
.irchive - by releasing its attachment to evidence
.md information - through storytelling - that this
lantasy unfolds, As Walter Benjamin described it,
:t is, '", where the most extraordinary things, mar:ellous things, are related with the greatest accura_yo but the psychological connection of the events
s not forced on the reader ... thus the narrative
.chieves an amplitude that information lacks'.'
It was disappointing
not to see Ford's films
-creened adequately in this survey. It seems that to
-orne extent the imperative of the gallery to con.un the work within the conventions of portraitore and photography did not enable Ford's films
) be embraced. The two 16 mm films, Faces and
\'oman in a House, are shown to their disadvantage
- on video. These films, made to be projected in
.ie dark (the ultimate production house of fantasy)
.c viewed on high-tech video in the case of Faces,

,

'

counter-posed
with the entwining of historical
fact with fantasy. The imaging of the limits of the
archive here paradoxically makes this survey a
kind of archive, but one which encounters its converuions to encircle and illuminate its phantasms.
I The exhibuion

was curared by Helen Ennis.
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and on a too-small video monitor with muffled
sound for \VO/lltlll ill (/ Housc, Ford's IWO other
16 rnrn films, Time CiIanges from 1978 and LJIV
Deposl! Easy Terms from 1971, are excluded, The
format of cinema would have provided another
dimension to the play between scale and time in
relation to fantasy, a ·theme which is central to
Ford's work. Similarly, the laser. printS included
are largely related to what could be contained as
portraiture and do not include works such the 30metre gridded stretch of imagery in Video Land'
Although there are strictures, demands and
silences imposed by the museum, this survey of
thirty-five years with its restrained miniatures,
expansive fractured laser prims, its loving embrace of the quotidian and, most Significantly, its
encounter with the archive, survives to tell a story.
During this time Ford and her feminist milieu
constructed resistances and intervened with alternatives to heroic master narratives. Consider the
miniature photographic portraits in which Ford
cannot help but inscribe a wry narrative through
obsessive detail in the title: My Jaces: me at six
months; Jour; Jourteen; sixteen; seventeen; eighteen;
nineteen; twenty-one; twenty three; twenty-Jour;
twenty-Jive; thirty-one; thirty-two.
The obsessive detailing of time and place is
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GUAN WEI

or

In Thl List 5111'1''''-, Tr,'({SIIIt' hllllt. E{(i((l(V
l1It'dicinc,and DlICClh'c. Guan \\'ei engages in trade
between worlds. His commodities
are cultural,
and rhe two places being thus linked are China
and Australia. In the process of exchange of goods
and ideas - of icons - transformations occur. It is
that process which interests this artist, who was
born in China in 1957, first visited Australia in
1989 and is now a permanent resident living in
Sydney,
Like his well-known 'Sausage' series, where he
appears to be in cat-and-mouse consultation with
the presiding spirit of a rather obliging frankfurter,
his current work is at once deep and funny. In The
Lasl Slipper, Guan Wei again engages in philosophical foreplay focused on the moments just
prior to consummation. These are represented as
moments of choice, of the play of possibilities and,
on a more serious level, moments of consequence
and responsibility. They are further represented as
acts - very actively indeed in Treasure hunt - of
consideration, for which the visual equivalent
becomes a series.
Figures, colours, organisation of space, and
symbolic categories - toys, bureaucratic paraphernalia, liquids, machines, ichthyic creatures - are
repeated throughout, allowing us to detect details
of difference within the overall scheme. It is
through repetition and the building of a gradual
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